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LEARN HOW TO DRAW ANIMATED CARTOONS 





CONSTRUCTION OF THE HEAD 


THINK OF THE HEAD AS A ROUNDED MASS, EITHER BALL SHAPED, PEAR SHAPED OR EGG SHAPED 
AS THE CASE MAY BE.— IN ANIMATION THIS HEAD SHAPE MAY CHANGE PEPSPECTIVE AND FORM 
A GREAT NUMBER OF TIMES DURING ASCENE.—TO SIMPLIFY MATTERS ACORRECT PERCPECTIVE 
FRAMEWORK SHOULD FIRST BE DRAWN,THEN THE DETAILS CONSTRUCTED R THIS FORM. 
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TAKE AN EGG- DRAW THE GUIDE CIRCLES 


AROUND IT-THEN PUT IN THE FACE- 
\ NOW TURN THIS EGG IN EVERY 
CONCIEVABLE POSITION AND DRAW IT 


ANIMATION PRESENTS THE SAME. PROM EHS.. 


Now a0 A Few DevALS 
‘AND DRAW THESE HEADS 
in'eveny positon using 
THE ABOVE 6s AS A QUIDE CH 
= cARroon stuos OFreN 
Ait tie anus concer 


OOS 


HERE ISTHE BASIS OF A GREAT MANY CARTOON e) 
HEADS DRAW UP AN EGG LIKE THIS AND STUDY G 
ioe IT FROM ALL ANGLES-BELOW ARE VARIATIONS Le) 
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A NOTE ABOUT THE AUTHOR 


Preston Blair, Cartoon Director, is one of the fine artists of Animation. Associated with the Disney Organization, he animated in 
“Pinocchio,” "Bambi," and "Fantasia," in the later he designed the hippos. Later for Fred Quimby, shorts Producer at Metro- 
Goldwyn-Mayer, he designed and animated the highly successful, "Red Hot Riding Hood,” directed "Barney Bear” shorts, and 
‘animated in “Anchors Aweigh.” Blair is active in magazine illustration and fine arts, and is a member of the California and 
‘American Watercolor Societies. Recently when he won first prize in our Notional Print Exhibition at the Laguna Beach Art Gallery, 


I met him and suggested he make this book for you. | am sure it will prove interesting and helpful to all those studying this 
popular cartoon medium. > 
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MORE HEADS CONSTRUCTED 





SSE SRE OE noweyrnroms 
RESPECT! FEROS FORTHE RES - 3 
VIDE LINES. SOLIDLY ON, PERSPECTIVE AND CONSTRUCT THE REMAINING DETAILS 
CARTOON CHARACTERS / | \ STUDY THE BASIC 
CAN Be BebUCED TOA BASIC FORMULAE: { \ PORLAE PAV 
TiSuseS Gruen meusur A clu ACO | DRAW Ths 
SEVERAL ARTISIS WORK ON THE SAME ER |  INGTHER POSmTIONS 
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We are gratetul to Fred Quimby, Shorts Producer, at Metro-Goldwyn-Mayer, for his permission to allow some of M.G.M's, 
excellent cartoon characters to appear in this book, among them Tom ond Jerry that riotously funny team of cat and mouse, 
that have captured the hearts of all of us, including the Motion Picture Academy judging from the Oscars the two have received 
with Fred Quimby. Yes, our hats are off to these fellows ond M.G.M., creators of the most entertaining and amusing cartoons 


in recent years! 
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A CARTOON HEAD CAN BE STRETCHED OR 
SQUASHED TO STRENGHTEN AN EXPRESSION. 


ES DOES HANGE 
GREATLY-MOST VARIABLE |S MOUTH AREA-- 
SMALL DETAILS ALSO RE-ACT LIKE THE 
LARGE FORM JN WHICH THEY ARE IN. 


BoDy BUILT sane guided a CIRCULAR FORMS 


aii eee Paani) eee CHARACTER, 
ED ON JHE. CIRCLE AND 





THE SKELETON FOUNDATION 


BUILD THE CARTOON UP FROM A ROUGH overt -- DONT EXPECT TO GET THE RIGHT 
SKELETON THE RST TRY ALWAYS « “NO ONE CAN DO THAT: WARD WINNERS "rove JERRY” SEVERAL 
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LINE OF ACTION 
AN IMAGINARY LINE EXTENDING THRU THE MAIN ACTION OF THE 
FIGURE IS THE*LINE OF ACTION” -- PLAN YOUR FIGURE AND IT’S 
DETAILS TO ACCENTUATE THIS LINE --BY SO DOING YOU STRENGHTEN 
THE DRAMATIC EFFECT --THE FIRST THING TO DRAW WHEN CON 
STRUCTING A FIGURE IS THE LINE OF ACTION--THEN BUILD OVER THAT. 





C IC 2 
WRONG/ LINES OF ACTION UNFIT --+ RIGHT/ LINES OF ACTION FIT AND ARE ACCENTUATED 
( - £ ‘ 


\ 





T/ \"\. RIGHT 
_ BELOW “TOMHJERRY;7 MGM, STARS ILLUSTRATE THIS CARTOON LAW |, 








In constructing an animated character, visualize it os @ three dimension 
puppet that you are joining together with solid masses. Each part has o 


definite place to fit according to a formula. 


These are progressive steps taken by an animator in drawing « cartoon character 

















CUTE CHARACTERS. HF 
TARGE.-- IMPORTANT ARE 
THE TWOFRONT TEETH, 


APPEARED 


CARTOON WITH RE FD 
HE : L 
Da 
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HERE ARE SOME IDEAS FOR 
DRAWING A SQUIRREL-, 


‘ASIN 
AD IS 








THE “SCREWBALL’ TyPE 


Fa — 
IN THIS FORMULAE ELONGATED HEAD —y FEATURES. 


YOU WILL RECOGNIZE NOT TOO BIG 

SOME FEATURES SKINNY NECK 
THAT ALL THESE 
COCKY- WISE GUYS 
HAVE IN COMMON 


— 





re 
THE ANTICS OF 
> THESE BAD Boys 
HAVE BEEN SOME 
OF THE FUNNIEST 
ON THE SCREEN 
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SHARED 













LITTLE OR 
SKINNY Legs 
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GOOFY CHARACTERS SMALL HEAD -HELD FORWARD 
Su — HAIR HANGS OVER EYES 
HERE Is Ba ea aire FOR NV il DROOPY HALF-AWAKE EYES 
GOOFY TYPES THAT ACT LIKE a 
SIMPLE SIMON CLOD SHOPPER Rte, ie BIG BEAK OR NOSE 
BUCK TEETH 


LONG SKINNY NECK.———_> + 
=/\. eemen NO CHIN /-THIS 






HUMP BACK-STOOP SHOULDERED. 
LONG DROOPY ARMS. / 1S VERY IMPORTANT. 
WITH BIG HANDS. [| Ay SERS ADAMS APPLE 

OVER-HANGING Br. Ge SUNKEN CHEST 

PANTS LOW AND | 7 SSS “BIG STOMACH PORTRUDES 


) LOOSE + BAGGY. PP LOW CROTCH IN PANTS 


7—~ ENORMOUS + 
Ke wee “Sy --TRY DESIGNING A 
“CLUMSY FEET. CHARACTER OF YOUR 


" OWN USING THESE POINTS. 
rs \y ; WZ 








COMPARATIVELY HUGE CHIN HEAVY EYEBROWS. 
SMALL CRANIUM NS AND JOWLS LITTLE EARS J EVES CLOSE AND 
Pe Jj, BEADY 
f 






HEAVY THICK 


BIG BARREL 
NECK WHEN IT 


LIKE CHEST Ny oA BIG LOWER 







SMALL HIP 


AREA ARMS LONG 


one HEAVY 
BiG HANDS 





(Re . & 
Ry ot OS tHe'neavy’” Po Z)\E 
made PUGNACIOUS Ky A \ 


I CHARACTER ER 
\ - 
, ee A ABOVE IS A FORMULAE \ / 
Peo sees ol 
£ Scere ED TYPES : 
= Co =e La 
BELOW AND THE BULL- > 
DOG ON THE NEXT PAGE. “aS 
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_ [HEAD LARGE IN RELATION 
SNE TO THE BODY. 


HIGH FOREHEAD IS 
a—— VERY IMPORTANT. 


EYES SPACED LOW ON 
I.— HEAD * USUALLY LARGE 
AND WIDE APART. 
A<————— NOSE + MOUTH ‘ARE 

ALWAYS SMALL. 


—ARMS ARE SHORT AND 
NEVER SKINNY AND 


TAPER DOWN TO THE 
HAND AND TINY FINGERS 


TUMMY BULGES — 
LOOKS WELL-FED. 


PAT LEGS - SHORT AND 
TAPERING DOWN INTO 


THE CUTE 
CHARACTER 


CUTENESS (S BASED ON 
THE BASIC PROPORTIONS 
OF A BABY + EXPRESSIONS 
OF SHYNESS OR COYNESS. 


EARS ARE SMALL IN 
RELATION TO ADULT SIZE. 


NO NECK-HEAD JOINS ON TO » 
Boby DIRECTLY. \ 
BODY PEAR SHAPED 
AND ELONGATED. 


SWAY BACK-WITH THIS LINE 
CONTINUING UP BACK OF HEAD 
AND DOWN INTO FANNY. 


FANNY PORTRUDES-NEVER 
BULGES-BUT FITS INTO LEG 
LINES AND 
BASE OF 












SMALL FEET FOR TYPE. 











NOTICE HOW 
ABOVE POINTS 
ARE USED IN 
THESE ANIMALS 







HANDS 


TO DRAW THE HAND FIRST START AS IF IT WERE A MITTEN 
AND @)— THEN PUT THE TWO MIDDLE FINGERS IN FOLLOWIN 
THIS SHAPE © — THE LITTLE FINGER IS THEN PUT_IN, VARYING IT 
IN ANY FASHION TO PREVENT MONOTONY (D) —IT IS OFTEN A GOOD 
IDEA TO EXAGGERATE THE BASE OF THE THUMB. \_ 


) \ 


CARTOON HANDS ARE TRICKY — SO BELOW I'VE DRAWN AN AVERAGE 
HAND IN ALLIKINDS OF POSITIONS TO GIVE YOU SOME !DEAS, —— 


NOTICE THAT THE FINGERS SHOULD BE UNEVENLY PLACED TO PRE- 
VENT A MONOTONOUS QUALITY. 


PVE Loh lh A 
Be SANG 
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FACIAL EXPRESSIONS 


AN ANIMATORS JOB IS THE oe AS AN ACTOR'S JOB IN LIVE ACTION 
PICTURES--BOTH SHOULD BE MASTERS OF PORTRAYING EMOTIONS--STUDYING 
YOUR OWN GRIMACES IN A MIRROR IS A MUST.—- PICK A CHARACTER. YOU KNOW. 
+ GO THRU THE EXPRESSIONS WITH HIM,AS I HAVE HERE WITH “JERRY“MOUSE, 
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THE BASIC BOUNCING BALL ACTION 








AS BALL FALLS-ITS 7 

SPEED INCREASES: 

--DRAWINGS ARE SPACED 
FURTHER APART, -- 


ON 5-7-12-1¢ NoTICe 7” 






BALL AT HIGHEST 
POINT -- SLOWS UP-- 








AS BALL HITS 
DRAWINGS SPACED IT RECOILS-- 

BALL STRETCHES |N CLOSER -- RESUMES 4“ BECOMES 

FALLING «++ TAKING OFF, NATURAL SHAPE, SQUASHED 


NONCE BALL FOLLOWS A DEFINITE PATH OF ACTION --STUDY CLOSELY THE 
SPACING OF BALL ALONG THIS PATH -- NOTICE THE BASIC SIMILARITY OF THIS 
BALL ACTION TO THE HOP AND JUMP BELOW: ALSO TO THE WALK-RUN=-LEAP-SKIP-ETC. 


NOTICE A-C-E ARE 

LIKE 5-7-12-14- ABOVE WHEN MeScREWV Picante 
CHARACTER STRETCHES --B C = BIT-PLAYER~IS UNDER 
|S LIKE RECOIL ON 6-{3 AND c CONTRACT WITH MGM, 
D 1S LIKE THE NORMAL 2-10-17 
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MOVEMENT OF BODY MASSES 


HERE ARE SOME SIMPLIFIED FIGURES _IN ACTION TO SHOW 
YOU THE TWIST AND TURN AND V, 


(ARIATION VE { 
MAIN BODY MASSES AS THE FIGURE ANIMATES --BUILDING { 
THE FIGURE IN SOLIDS MAKES ANIMATION EASIER TO'FEEL'OUT. . 





MOVEMENTS OF THE TWO LEGGED FIGURE 


HERE IS A COMPARISON OF ue VARIOUS TWO LEGGED FORWARD MOVEMENT CYCLES --T HIVE 
DRAWN ONE-HALF OF EACH CYCLE ,BELOW--REVERSE HANDS CEeer FOR THE OTHER HALF 
-THESE CYCLES CAN BE USED AS “REPEATS*-CTHAT IS THE DRAWINGS MAY BE REPEATED Over 
+OVER IF THE FIGURE REMAINS CENTERED ON THE SCREEN AND THE BACKGROUND MOVES. 
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MOVEMENTS OF THE FOUR LEGGED FIGURE 


HERE IS A COMPARISON OF THE ee CYCLES OF FOUR LEGGED MOVEMENT 
SOME OF THESE CYGLES ARE COMPLETE --OTHERS ARE OF THE CYCLE 
ON THESE REVERSE FEET FOR Te OTHER HALF. --STUDY Nie DIFFERENCES IN THESE. 
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DIFFERENCE BETWEEN WALK + RUN 
@wak RUN © FAST RUN 


‘Above are the contact drawings from(A) The Walk(B) The Run (C) The Fast Run. The contact drawing is the drawing on which 
the foot, after being lifted, strikes the ground. In laying out o run or walk for animation, usually it is these contact drawings 
that are determined first. This sets the speed, size of choracter, etc. of the action. Then the rest of the action is built around them. 
‘The posilion of the back foot on the contact drawing determines the speed more than any other single factor. Notice on(A) the back 
foot is down still contacting the ground, On(B) the back foot has left the ground. On(C) the position of the back foot is still higher. 
The front foot is stretched out further on the walk contact position, the body is more upright, denoting less speed. On the run 
drawing the body leans forward, and the front foot is back further. On the fast run drawing the body leans away forward 
denoting speed, and the front foot is back now under the body. 

The arm’ swing conversely with the legs. The left orm swings with the right leg and vice verso. Also the arms swing more 
violently in the run. In the fast run the swing on the arms would be too violent. It has been found they are more effective when 
held straight out in a reach position. 

Compare the action of the walk with the run, and you will note that in the walk, the drawing in which the arms and legs are 
stretched out further is the contact drawing. On the run, bowever, the stretch comes when the figure is up in mid-air at the 


high point in the action. yF H E WA LK 


AD 












t i 1 
LEFT FOOT CONTACTS @) SINKS INTO RIGHT FOOT LIFTS @HIGH POINT INSTER 
THE GROUND. ECOIL POSITION. “STARTS COMING THRU ~RIGHT FOOT RAISED. 


R STER 


ate. Le (aeaesS, f 
= AY Fy 





W035 
Rt (ys f 
fT > CVF 
(Se Bee 
RECOIL POSITION’ @RABBIT UPAS LEF’ \ SIT! 
LEGS BEND. Ops eee HEED @yion row tls, 


26 


www eb00k3000.com. 





1 } { t 
RIGHT FOOT DOWN RIGHT FOOT TAKES RIGHT FOOT. BODY A 
@ IN Conte POSITION Oper OF BODY @ Bopy SeePUSHES @gor ' 


Zz 
= 
: 
iy 





iL~ LEFT FOOT 
@OLEET FOOT REACHES © RECOIL~RIGHT FOOT @) r STRETCHES @ARAS + LEGS | rc 


COMING THROUGH R TAKE: 


THE FAST RUN 


In animating @ fost run here iso 
rule about animotion to remember: 

‘action drawing in 
practically the some silhouette posi- 





ook monotonous and might often 
give 3 false illusion ond 0 different 


there is no problem here. But that is 







ried ond 
F to ony other. 3 is voried 
rent from 1, ond the some 


The speed lines oround the feet 
help in o fost ection like this 
The crosses above and below drow- 
ings represent 0 Axed por 

». If you trace these repeats 
bbe wore that they coincide. 



























THE STRUT 
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AGTION BE HOOK 
ED UP INTO.A CYCLE THE WALK Ig SIMILIAR. 


EERE 





Usk Ter WeRE POT ON THEM 
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THE SKIP 


HERE ARE THE EXTREMES OF A 24 DRAWING SKIP CYCLE-- 
“THE MISSING DRAWINGS ARE “INBETWEENS” (DRAWINGS 
SPACED EVENLY BETWEEN THESE DRAWINGS)-THIS IS WITH 
THE EXCEPTION OF 12+24--NOTICE THE CHARTS EXPLAINING 
THE UNEVEN SPACING ON THESE DRAWINGS -- 12 INSTEAD 
OF BEING EVENLY INBETWEEN II+/3 1S Ys OF THE WAY-- 
AND CLOSER TO II -- THE SAME HAPPENS WITH 24 WHICH 
IS 2 0F THE WAY BETWEEN 23 +1 -- DRAWING 24 THUS 
COMPLETES THE CYCLE.--THE SKIP IS THE SAME AS THE RUN ON THE 
BODY AND HANDS --THE DIFFERENCE IS IN THE ACTION OF THE FOor 
WHICH PUSHES THE BODY OFF THE GROUND AND THEN RAISES IN AN 
ARG AND CONTACTS THE GROUND ITSELF FIRST. ---THE CROSSES ABOVE 
AND BELOW EACH DRAWING ARE REGISTRATION MARKS --TRACE EACH 
DRAWING ON A SEPERATE SHEET OF PAPER (MAKING SURE THESE 7 
CROSSES OVERLAP): THEN FLIP THE DRAWINGS AND STUDY THE ACTION THIS WAY ——— 
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THE SNEAK 
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THESE ARE THE KEY DRAWINGS IN A 64 DRAWING SNEAK CYCLE. 


~MISSING NUMBERS ARE INGETWEENS--DRAWING (FOLL' 
-IN TRACING, BE SURE CROSSES ABOYE+BELOW INDIAN COINCIDE. ” 








(a) 
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T aaa aie 
NOT ALL SNEAKE ARE AS VIOLENT. AS THIS 





ONE, BUT 
THEY ALL ARE BASED ON THE SAME PRINCIPLE. 
THIS IS AIGOA SLOW SNEAK=LESS INBETWEENS WILLSPEED IT UP 
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LINE OF ACTION IN ANIMATION 


IN ANIMATION THE LINE OF ACTION IS THE Z 
BASIS FOR RHYTHM-SIMPLICITY + DIRECTNESS / ey 
Ms a FI 7 
= R&B ae Q a S C4 iS SX SS 
= &¢ 


START YOUR ANIMATION FIRST WITH A 











OVERLAPPING ACTION —FOLLOW JHRU—SQUASH +STRETCH 








A'TAKE "REGISTERS ACHARACTERS SUDDEN SURPRISE IN A CARTOON. 
--THE AV CARTOON IS FULL OF THESE -- SOME ARE SUBDUED TAKES. 
OTHERS ARE VIOLENT LIKE THE ONES ON THiS PAGE. -- THE TAKE IS NEARLY 
ALWAYS PRECEEDED BY A GOOD ANTICIPATION BRAWING-LIKE®)BELOW. 
THIS METHOD OF GOING INTO TAKE 
GIVES IT ASOCK. -- BELOW MGM'S 
IOLLYWOOD WOLF @) SEES UGLY DAME. 
WOLF SCRINGES INTO ANTICIPATION 
FUES UP INTO WILD TARE. 










DIALOGUE 
HERE ARE THE MAIN MOUTH EXPRESSIONS USED IN DIALOGUE. FEEL THAT 
THE FACE IS AN ELASTIC MASS THAT CAN BE SQUASHED OR STRETCHED 
TO FIT THE MOUTH EXPRESSIONS..-THIS GIVES A GOOD CONTRAST 
BETWEEN POSITIONS AND THAT HELPS YOUR ANIMATION.” STUDY YOURSELF 
IN AMIRROR AS YOU SPEAK THE WORDS YOU ARE ANIMATING-- PRONOUNCE THE 
WORDS VERY DISTINCTLY ANDTHE CORRECT POSITIONS WILL BE APPARENT. 


THE VOWELS THE 5 OS Now gsow To HELP 


Va YOU GET STARTED - I'VE 
y— a fabs COMBINED A RENT MOUTH 
er Ql POSITIONS TO MAKE WORDS 
9 I) HELLO 
S&S oes oe 

= AANDI 





Oe 


- 7 AR 
ANOTHER THING TO REMEMBER IN aN 

PIAL OGUC WHEN ANIMATING: 4 0 eS ‘oe eS 
SHE WORDS MIGHT BE QUICKLY SPOKEN < D> 

TOGETHER ITS rie TO FOLLOW x yo 
THIS OVER-ALL MOUTH PATTERN, AND F ANDV QS é 


HOLD DOWN OR MODIFY INDIVIDUAL 
SYLLABLES NOT IMPORTANT TOTHE WHOLE. (Somerimes LIKE DorTH) 


Here are the cleaned up "key" drawings from a Scene | onimated in o M.G.M. cartoon to give you some ideas how diologue 
can be cnimated. Missing numbers are inbetween drawings put in by assistant ortists. First drawing is a twelve drawing “hold.” 
The scene is a boseball grandstand. This little heckler is yelling, “Kill de Umpire—get 'im out o' dere—kill de Umpire—kill 
de Ump."" At this time on offstage shot signifies the umpires execution. Heckler goes into a surprise “take.” Then he rises, remove: 

his derby, and sadly watches the dead official carried off—os a trumpet plays “taps.” 
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Look over this action and study the onimation points | have previously outlined as: Squash and stretch on heads, overlapping 
action, follow thru, the use of the anticipation drawing, and the dialogue vowels and consonants from page 35 — also notice 
the general phrasing of the dialogue here. How the heckler assumes a generol position for a whole sentence—then changes to 
another position for the next sentence—instead of changing positions on every word. 


97 99 
“(SHOT ANTICIPATES, 
“TAKE” 


OFFSTAGE) A 


REACHES FOR HAT 





A 132 UL 34 oN f 
WATCHES CORPSE CARRIED OUT. (TRUMPET PLAYS “TAP: 37 








